Analysis of Allegro in A Minor by D. G. Turk 
Bernd Stoetzel 


Abstract 


The document provides an in-depth analysis of D. G. Turk‘s "Allegro in A Minor," using 
various techniques to dissect its musical structure. Key methods include examining phrase 
structure and harmonic functions, identifying and tracking motives, analyzing melodic and 
harmonic intervals, and exploring voice range (ambitus). The analysis highlights the use of 
syncopation, rhythmic patterns, scale degrees, and intervals to understand thematic 
development and harmonic transitions. A special visualization technique is used to explain 
the harmonic layout of the piece. This detailed approach reveals the intricate compositional 
techniques Turk employed, characteristic of the early Classical period, and enhances the 
understanding of the piece's overall musical texture and form. 
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Profile: 


Key: A Minor 
Time Signature: % (Simple triple) 
Structure: two repeated parts with same length (binary form) 


Part 1: (Ms 1 - 8) [i - Mod - I] PAC S l 
Part 2: (Ms 9 - 16) [I - Mod - i] PAC (For a list of abbreviations see Appendix) 


Part 1: two phrases 


A: (Ms 1 - 4) [1- V] HC 
B: (Ms 5 - 8) [1 - Mod - I] PAC 


Phrase A: l oe -* a — Aay 


Harmony: 


Since the piece consists of two voices throughout, no triads are present, 
therefore harmonies are heard as brocken chords only. 


Ms 1: i with APP and LT in the melody. 

Ms 2: V (1st inversion) with APP and LT in the bass and 1 (1st inversion). 
Ms 3: ii diminished (1st inversion) with PTs in the melody. 

Ms 4: V seventh with PT in the melody and NT and PT in the bass. 


Harmonic Layout A 


\ a 


The harmony in A is a standard starting progression from Tonic to a weak half cadence 
utilizing a diminished second to fifth step. 


Hi Simes (For a description of the Harmonic Layout 
= visualization see Appendix) 


Motives: 


The melody introduces the main motive, an eighth figure a oo 
consisting of a m2 step up (leading tone to dominant), a P4 

down, another m2 up (leading tone to mediant) and a m3 down, 

followed by a half and then a quarter note. 


This motive is repeated in the bass an octave lower with a ee eee 
shortened end: only a quarter instead of a half. 

A secondary motive is again a figure of eighth starting on the Se 
supertonic with a d5 up, then stepping down with a scale to the 

leading tone. 


The bass repeats this motive in a slightly different way, 1.e., =a 
starting with P8 up. 


i 2 3 3# 4 at 5 é 7 7# sum 

Scale de rees i Melody A 5 3 2 o 1 1 2 1 o 6 21 
: Melody A (%) 0.24 0.14 0.10 0.00 0.05 0.05 0.10 0.05 0.00 0.29 1 

Bass A 7 1 1 o 5 1 4 1 0 0 20 


Bass A (%) 0.35 0.05 0.05 0.00 0.25 0.05 0.20 0.05 0.00 0.00 1 
Total A 12 4 3 0 6 2 6 2 0 6 41 


Melody and bass basically use the complete scale. Total A (%) 0.29 010 007 000 015 005 015 005 000 015 1 

The bass shows a clear tonic focus, evidenced by the 0 a 

prevalence of Ist, 4th and 5th degree. The melody p 

has a high usage of the augmented seventh (leading u | ety 
Abe lad. d 


tone) supporting the harmonic minor key of the g 
piece. 


| t I ra AIT m34 mt ML MT md 3T MBL MB Pay PAT MT d5T PS M64 MeT mak Pe} PB sum 
1 x Melody A o 4 4 3 1 1 o o o 1 o o 1 o o o o o o 15 
n er a S e MelodyA(%) 000 0.27 027 020 0o07 007 000 0.00 ooo  œ07 000 000 007 000 000 000 0.00 0.00 0.00 1 
Bass A o 1 3 2 o 1 o o o 1 1 1 0 o o o 1 1 1 13 
BassA(%) 000 008 0.23 015 0o00 oog 000 000 ooo 0.08 oos 0o08 000 000 000 000 0.08 oos 0.08 1 
Total A o 5 7 1 
18 0.04 007 000 000 ooo 007 0o04 0o04 004 000 000 000 0.04 oo4 0.04 


The melodic (horizontal) intervals in melody and 3 Ean 

bass are quite different: the melody shows mainly ` 

small steps, whereas the bass also has big jumps ; — 
additionally to many seconds. Interestingly there . hi | | | ] Lh | 
are no thirds or sixths. Cee ee nn ee 


Ambitus (voice range): 


Ambitus A 


The ambitus fluctuates rather heavily around a 
one octave, giving the phrase a very bouncy 
character. Overall, the voices move to lower 
pitches, thereby preparing the modulation to the 
mediant in the next phrase. 


Ambitus A 


Phrase B: Chromatic Mod to C Major 


Veliv ivé 
Cmajor V/V  VÍIIVV I 


Harmony: 


Ms 5: i (1st inversion); V seventh (1st inversion) as secondary dominant over iv with 
PTs in melody 

Ms 6: iv (Ist inversion), then chromatic modulation (f to f#) to V seventh as secondary 
dominant over V of new key C major with PTs in bass 

Ms 7: V (1st inversion), then start of cadence I - IV - V 

Ms 8: I 


Harmonic Layout B 


Starting with the Tonic, this phrase continues 


P = | ee with a secondary dominant to the Subdominant 
N my Â Modutation and then modulates chromatically to the relative 
N N E key C major. The used chromatic step is from f 
N N al to f# and the new key is introduced through falls 

N 


of fifth to the new Tonic. The phrase continues 
with a clear cadence ending on the new key. 


Motives: 


The melody starts with a slight variant of the secondary motive 
from A with an octave jump instead of a diminished fifth. 


The bass has a chromatic step up, preparing the modulation in the = 
next measure. It continues with a repetition of the melody motive f 
on D instead of al. 


At the same time the melody also has a chromatic step 
modulating to C major, but still keeping the old key with a broken 
A minor chord. 

The bass on the other hand provides clear 

harmonic support for the new key. 


î 2 3 3# 4 4H 5 6 7 7# sum 


Scale degrees: . Bote ewe ee 

n Ba : (%) a uae rer ive i ba on re dso 

The melody concentrates on the tonic and the ere ok a ae: We Se ae we a an 
higher degrees instead of spreading over the Scale degree B (4) 


complete scale. The usage of the augmented as 
subdominant again shows the modulation. In this h 
phrase the bass is using the complete scale 


emphasizing the counter point character of the n d | | | | | 
piece. - me 


m Melody B (%) 
E Bass B (%) 
Total B (%) 


Alt m24 m2 M2 M2 m34 m3 M34 Mat Pal pay ar dst P54 M64 Met m74 P8 
Melody B 2 0 0 o 1 (o 0 o i o 0 


Intervals: = 
The melody primarily makes smaller steps and . L 
only some singular big jumps, whereas the bass 
has almost all standard intervals, with a slight l 
overhead of major seconds. Similar to the scale . 
degrees this again shows that the bass has not | | | 
only the role of harmonic support, but also 
melodic characteristics in this piece. 


Ambitus B 
Ambitus B 


Ambitus (voice range): 


The ambitus increases slightly, mainly because i 
the bass line moves a bit faster down than the 
melody. Overall the two voices move more or less 
in parallel at about two and a half octaves. 


Part 1 summary: 


Harmony: 


Harmonic Layout Part 1 
Hi I 1. Inversion 


= | 
Modulation 

Hv 

Biv 

Bw 

BB ii 


PPP PPS 


N 


\ | 


The harmony clearly establishes the used keys, modulating from A minor to C 
major. The use of inversions in chord progressions and secondary dominants 
provide a rather uneasy harmony. The modulation is a chromatic modulation, 
where the subdominant is progressing to a secondary dominant by changing f to 
f#. This modulation culminates in descending fifths followed by a clear cadence 
fixing the new key. 

The used chords consistently emphasize both tonics and the dominant; the chord 
progressions are rather diverse, also highlighting the restless harmony. 


| i ii v/iv Iv M vv Sum HOV V O bW/iv io i Viv iV ii iV IV-V evil IV-V iv-VAV V-V V-I V4 Vavi V/V-V W/iv-iv vi-V/V viid Sum 
Part 1 7 10 6 2 4 2 12 4 47 art 1 o 1 
Part1(%) 0.15 0.21 0.13 0.04 0.09 0.04 0.26 0.09 1 Part 1(%) 0.06 0.06 0.00 0.00 0.00 0.06 0.06 0.06 0.06 0.06 0.06 0.00 0.00 0.06 0.06 0.13 0.13 0.00 0.06 0.06 0.00 0.00 1.00 


rogressions Part 


Chords Part 1 


Progressions Part 1 
oa 
0.30 
012 
0.25 
0.10 
0.20 
0.08 
0.15 fs 
m Part 1 (%) m part 1 (%) 
0.06 
0.10 
0.04 
i i 
0.00 E O 002 
[ i ii iv Viiv Iv v VAV 
0.00 
Hi iv/v iV iii ilv v-v vvii ivv ivv V-V vA Vai Vavi VAN Vfiv-iv vi-V/V vih 


MoV V Wi H 


Motives: 


Part 1 introduces a distinctive rhythmic motive in the melody: a figure of eighths 
starting with an octave jump, followed by a partial scale and a minor second or 
augmented unison on quarter or even half notes. The bass always repeats this 
motive, giving the piece a rudimentary fugal character. 


Melody Part 1 


Consequently tone duration primarily consists of eighths T 
notes in bass and melody, supporting the Allegro tempo pu 
of the piece. 


Duration Part 1 


Ambitus (voice range): 


Ambitus Part 1 


In Part 1, the ambitus starts at about one 
octave, but then expands massively to 
almost three octaves. This expansion is 
driven by the voices moving in contrary 
motion and especially the considerable 
down movement of the bass. The 
extensive range creates a rich, full sound. 


Ambitus Part 1 


‘ae | 
0 adil 


Part 2: two phrases 


C: (Ms 9 - 12) [I - vii] HC 
D: (Ms 13 - 16) [I - Mod - i] PAC 


Phrase C: 


I Vé vi? vSiv vl IIV vi 
Harmony: 


Ms 9: I then V (1st inversion) with PT and in melody 

Ms 10: vi seventh then V (2nd inversion) as secondary dominant over V with SUS 
and PT in melody 

Ms 11: V seventh, I (1st inversion) and IV with SUS in melody 

Ms 12: half diminished vii seventh with PT in melody 


Harmonic Layout C 


ait AAR The harmony in C starts with the Tonic (still C 


Hv emesa major), switches to the Submediant and then 
= cadences with a double fall of fifths, but closes 
E v with a half cadence on the Leading Tone 


Seventh. A suspension is used two times holding 
the tone over the bar. Although there is a rest at 
the end of the phrase, it is very clear from the 
harmony that there is more to come. 


Motives: 


T 
The first measure starts with a major second (M2) down, 
followed by a partial scale up ending on the Dominant. This 
ascending partial scale is repeated, starting a fifth lower onthe ——_ 
Tonic. After another fifth (P5) down to the Subtonic the scale is f 
replaced by a perfect fourth (P4) up. 
Another fifth down to the Submediant leads to the last motive, 
which is similar to the secondary motive from phrase A, but 
reversed. Overall the melody goes up from the Supertonic to the 
Dominant in eighths and then down again in dotted quarters. 


The bass also has a down movement from Tonic to Subdominant 

in half notes and one dotted quarter. In between there are eighths ES 
jumps of thirds and fifths. The rhythmic motive is a half 

followed by two eighths. 


Since the melody has the tied notes over the bar, leading to a 
syncopated rhythm and the bass keeps the 3/4 meter this phrase 
has an interesting shifted overall rhythm. 


T 2 3 3# 4 aH 5 5# ê 7 


Melody C 1 3 6 0 1 4 3 1 2 1 
. Melody C (%) 0.05 0.14 0.27 0.00 0.05 0.18 0.14 0.05 0.09 0.05 

Scale degrees. = Bese. see 
Bass C (%) 0.23 0.05 0.00 0.00 0.09 0.00 0.18 0.00 0.23 0.23 

Total C 6 4 6 i?) 3 4 7 1 7 6 
Total C (%) 0.14 0.09 0.14 0.00 0.07 0.09 0.16 0.02 0.16 0.14 


As in A, the melody uses the complete scale 
and additionally two chromatic degrees 
reminiscent of the original melodic A minor, 
while the bass omits thirds. The bass stays 


Scale degree C (%) 


FH Sum 
0 22 
0.00 1 
0 22 
0.00 1 
0 44 
0.00 1 


m Melody C (%) 
* m Bass C (%) 
R 2 0.10 Total C (%) 
surprisingly long on the seventh, . J 
emphasizing the intermediate character of m St eae 
this phrase. 
A1t m24 m2t M24 M2t m34 m3 M34 M3BT P44 Pat Aat d54 dst P54 M6) d7) d7t m74% P84 P8 Sum 
Melody C pA 1 1 5 oO 0 o 0 oO o oO o 1 ie) o 16 
Melody C (%) 0.00 0.13 0.06 0.06 0.31 0.00 0.00 0.00 0.00 0.06 0.13 0.00 0.00 0.00 0.19 0.00 0.00 0.06 0.00 0.00 0.00 1 
/ Bass C 0 1 a 0 3 0 0 $ 0 0 2 i+) 1 0 2 0 0 0 0 0 0 Ei 
[ t . Bass C (%) 0.00 0.11 0.11 0.00 0.11 0.00 0.00 0.11 0.00 0.00 0.22 0.00 0.11 0.00 0.22 0.00 0.00 0.00 0.00 0.00 0.00 % 
nlervals. ae. ee ee eee ee ee ee re 
"~ ‘ Py š Intervals horizontal C 
The melodic (horizontal) intervals in the ie 


melody show some big jumps additionally 

to seconds. The bass has more evenly 

spread intervals. Again this kind of s 

reversed roles of bass and melody shows À" l | | | 
that the bass has melodic potential as well. | | 


Ambitus (voice range): PEPEE 
y Ambitus C 


The ambitus increases slightly from one 

and a half octave to about two octaves. 1 
Both voices move down, but the bass a 

bit more than the melody. On a small i 
scale the ambitus changes rather rapidly 
due to the shifted rhythm in the two 
voices. 


-12 


Phrase D: 


Chromatic Mod to A minor 


Harmony: 


Ms 13: I, then chromatic modulation starting with V/iv (1st inversion) in A minor 
Ms 14: iv (1st inversion) and V (2nd inversion) 


Ms 15: i (1st inversion), 11 diminished (1st inversion) and V 
Ms 16: i 


Notably this phrase does not have any nonharmonic tones at all. 


Total € (%) 


24 


Harmonic Layout D The harmony in D starts with the Tonic C major, but 


m: Bs pums IMMediately modulates to the original key A minor using 

m, a. «Be the chromatic bass step from c to c#. The new key starts 

E" Ev rosin With a secondary dominant to the Subdominant, followed 
by the Dominant to the Tonic. The phrase ends the 
complete piece with a perfect authentic cadence. 
Although using a standard finish, the phrase is 
harmonically interesting through the use of secondary 


and inverted chords. 


Motives: 


The motives in this phrase are variants of the ones from B. 
Instead of the immediate octave jump it is preceded by a fifth 
down here. The eights following the half note show a slight 
upward movement instead of going down. Also this phrase ends 
with a minor second step up. 

Also the bass has a similar variation and finishes with a broken 
A minor chord. 


Scale degrees: 


i 2 3 3# 4 3r 5 5# ê 7 7# Sum 


As in C, the melody uses the complete scale biti. de as w ae a as oy a me om a 
and additionally the augmented seventh ss a ow om ear om ow om ow ow ow ow z 
showing the use of harmonic minor. The pe y 
bass has many firsts, some fourths and fifths E —- 
emphasizing the final cadence of this : 
phrase. i sn 
The noticeable augmented third is due to the n nea 
use of a secondary dominant when i | | ] ] | a 
modulating back to A minor. [2 2 aa Ml parra 

[ nter vals = ie a 2. a aa a ee a ee ee ey ae 


Melody D (%) 0.00 0.09 0.27 0.09 0.00 0.09 0.18 0.00 0.00 0.00 0.00 0.00 0.00 0.00 0.09 0.00 0.09 0.00 0,00 0.00 0.09 1 
Bass D 1 1 1 3 1 0 1 0 3 0 0 0 2 0 0 0 0 1 0 15 
Bass D (%) 0.07 0.00 0.13 0.07 0.07 0.20 0.07 0.00 0.07 0.00 0.20 0.00 0.00 0.00 0.07 0.00 0.00 0.00 0.00 0.07 0.00 1 
1 0 0 2 0 1 0 0 1 1 26 

0.00 0.08 0.00 0.04 0.00 0.00 0.04 1 


The melodic (horizontal) intervals in the 
melody are similar to B, showing - like the 
motives already did - that this phrase is a 


0.30 
0.25 
0.20 
. 
variant to B at 09 
. 0.15 
E Bass D (%) 
Total D (%) 
0.10 
g | | l | | l | | | 
0.00 
AIT mab oma? M234 M2 m3b m3 M34% MBP Pay PAD ABT dsb dS P54 MG d74 ë d7t m7% P84 P 


Ambitus (voice range): 


Intervals horizontal D 


The ambitus decreases from almost two da Ambitus D 
and a half octaves to one and a half 
octaves. The melody moves down, 
whereas the bass stays basically on the 
same level again emphasizing the final 
cadence. 


Part 2 summary: 


Harmony: 


Harmonic Layout Part 2 


Part 2 continues with the C major which was 
established in part 1 using a secondary dominant. 
It reaches the diminished seventh leading tone 
with a high harmonic tempo before modulating 
back to the original A minor with a chromatic 
modulation, also facilitated by a secondary 
dominant. 

This modulation is enforced by a clear i - ii - V - 1 
cadence finishing the complete piece. 


H E iv KY 1. Inversion 
| i E IV E 2. Inversion 
By Bi 

vii i 
E = K P Medutation 


Motives: 


Part 2 starts with new motives and an interesting shifted rhythm and ends with a 
variation of the end of part 1. Therefore it provides a nice contrast to the first part, 
but nevertheless holds the piece together through the similar endings. 


Ambitus (voice range): 


Ambitus Part 2 


In Part 2, the ambitus is about one and a 
half octave with a slight increase to two 
octaves in the middle. This temporary 
expansion is driven mainly by the bass 
moving a bit faster down then the 
melody. Overall the movement of the 
voices establishes a feeling of tension, 
which is resolved at the end. 


Overall summary: 


This Allegro has a binary form with two repeated parts. Not unusual for early classic 
period pieces in a minor key, the first part modulates to the relative major, the second part 
continues in that key and modulates back to the original tonic, ending the piece with a 
clear final cadence. 


Harmonic Layout 


A, 


EN] 


It is noticeable that many inverted chords are used allowing for more melodic flow in the 
bass. The high number of small horizontal intervals are proof of that too, although the P4 
up and P5 down intervals indicate the standard cadential „fall of fifth’ progression. 


R Fst Snd Thrd Sum 
Al 53 36 6 0 95 ALD mab mT M2b M28 m34 m3P M34 MID PAL PAD AAD dob ASTD PSL MEL dmb d7> m7 PRL PB Sum 
Melody 1 9 11 T 6 3 2 o 0 2 3 0 o 1 4 1 1 1 o o 2 
(7 
Al (%) 0.56 0.38 0.06 0.00 1 Melody (%) 0.02 0.17 0.20 0.13 0.11 0.06 0.04 0.00 0.00 0.04 0.06 0,00 0.00 0.02 0.07 0.02 0.02 0.02 0.00 0.00 0.04 1 
Bass 2 3 7 5 4 4 2 1 2 1 7 
Bass (%) 0.04 0.06 0.14 0.10 0.08 0.08 0.04 0.02 0.04 0.02 0.14 0.02 0.02 0.00 0.10 0.00 0.00 0.00 0.04 0.04 0.04 1 
Total 
Total (%) 0.03 0.11 0.17 0.11 0.10 0.07 0.04 0.01 0.02 0.03 0.10 0.01 0.01 0.01 0.09 0.01 0.01 0.01 0.02 0.02 0.04 1 
Positions 
Interval Is horizontal l 
0.60 0.25 
0.50 
0.20 
0.40 
oas 
0.30 = Melody (4) 
O; 
m All (%) m Bass (%) 
Total 1%) 
oo 
0.20 
0.10 i 
9:00 | Ba hh L LI wot bhi 
0.00 
R Fst Snd Thrd ALD mab mT Ma4 MT m34 mT M34 MAN PAL PAD AADO dsd SPSL MG dL d7 m74 P84 PBT 


The used chords and progressions show the expected patterns, but also the secondary 
dominants, resulting in interesting harmonic surprises. 


| i L y Viiv y vN yı vi Sum MoO OMV V b/v ii i Viv ivo iio ivo IVV Vavi ve iv-V/V V-V V-A Vi Vai VAV W/iv-iv viV/V vil Sum 
All 15 18 8 4 4 8 22 6 4 4 93 "OS Src a. Ci: Oe Om A Cs Ce: > a E i a aE 2 
All (%) 0.16 0.19 0.09 0.04 0.04 0.09 0.24 0.06 0.04 0.04 1.00 All (%) 0.03 0.07 0.03 0.03 0.03 0.07 0.03 0.03 0.03 0.07 0.03 0.03 0.03 0.03 0.03 0.07 0.10 0.03 0.03 
Progre: 
Chords 


0.08 
0.15 
ne. AIL (56) 
E All (% 
0.10 
0.04 
0.05 
a g E É 
0.00 
3 3 P 0.00 
l | it lv: iy Viiv y viv ul vii MOOV OLY Mv HO MiO Av iO iO YO NAO Na WV VA VA Va Vai VANN Vil Vv 


The main motives used are: 

A figure of eighths, starting with a rest, followed by seven eighth, sometimes also without 
the rest, running out with two longer notes (quarters or halves). This motive is used in a 
semi-fugal way in both voices. 

The second motive is also an eighth figure, but consisting of four notes only followed by a 
quarter which is tied to the first eighth of the next figure, resulting in a syncopated rhythm 
in the melody. The bass has a contrary motive starting with a half note followed by two 
eighth in a straight beat, contrasting nicely with the melody. 

Overall the piece is rather fast moving with its melodic motives alternating between 
melody and bass. This makes it a nice lively piece despite its minor key. 


Appendix 


Abbreviations: 


APP: Appoggiatura 
ANT: Anticipation 
SUS: Suspension 

LT: Leading Tone 

NT: Neighboring Tone 
PT: Passing Tone 


HC: Half Cadence 

Mod: Modulation 

PC: Plagal Cadence 

DC: Deceptive Cadence 

PAC: Perfect Authentic Cadence 


Ms: Measure 


Harmonic layout: 


Harmonic layout is a visualization technique to provide insights into the harmony 
and chord progressions used in musical pieces. Each chord is depicted by a 
colored box. Both, geometry (size and location) as well as color are encoding 
relevant aspects of a chord. The width of the box represents the time duration of 
the harmony and its height shows whether the chord is a triad or a seventh. The 
vertical location of the box corresponds to the scale degree of the chord’s root. 
The color represents the chord number, e.g. green belongs to I. The mode of the 
harmony is depicted through a gradient: major chords have constant color, 
whereas minor ones show a gradient from dark to light. 

Inversions are shown by patterns like hatching. 


This visualization makes standard progressions very obvious. For example a 
authentic cadence (V - I) looks like this: 

The red box represents a dominant seventh chord( red) falling down a fifth to a 
tonic triad (green). 


Modulations are depicted by an arrow with a color gradient. For example a 
common chord modulation from tonic to dominant is visualized like this: 


In this example the common chord is tonic (green)/subdominant (blue), followed 
by an inverted dominant seventh of the new harmony. 


Functional analysis (Riemann): 


For an overview about Riemannian functional theory see: 


The main idea is to analyze chords according to their function in the context of a 
progression. 

The main functions are Tonic T, Subdominant S and Dominant D. Capital letters are used 
for major chords, lower case letters for minor chords. All other chords are derived from 
these three functions. Submediant chords are called Parallels. For example the relative 
minor to a major Tonic T is called Tonicparallel Tp, where the lower case p denotes the 
minor mode of that chord (vi). The parallel major to a minor Tonic t is denoted as tP 
accordingly, the capital P showing the major mode (III). 

Chord positions are denoted by numbers underneath the letter defining which note of the 
chord is in the lowest position. 


Phrase A: g 


This phrase consists of a Tonic-Dominant pendulum interrupted by a Subdominant 
sixth. The 3 underneath means that the third degree of the chord is in lowest position, 
corresponding to Ist inversion. Instead of interpreting the harmony in the third 
measure as an inverted diminished chord on the Supertonic it is read as the minor 
Subdominant with the fifth replaced by a sixth, indicated by the upper six, preparing 
the fifth of the following Dominant. 


Phrase B: 


Chromatic Mod to C Major 


C major (D’) D T S D T 


This phrase starts with the Tonic in 1st inversion (3rd in bass), followed by a 
secondary dominant, called intermediate dominant in Riemannian analysis and 
denoted by the parentheses. The modulation to the relative major, called parallel key 
by Riemann, happens through another intermediate dominant to the C-major dominant 
G-major. The phrase ends with a standard cadence: T-S-D-T. 


Phrase C: 


Alt: p? 
This phrase starts with a normal raising fifth, smoothed out by putting the dominant in 
lst inversion, but instead of the expected fall of fifth it continues with the relative 
minor, called Tonic-parallel by Riemann. Then there are two falls of fifth, denoted by 
the dominant seventh, 2nd inversion in parentheses (intermediate dominant). 
Interesting is the interpretation of the half-diminished seventh in the last measure. The 
superscript ,hv‘ (,halb vermindert’, german for half diminished) is reserved for 
seventh chords, therefore the ,7° is not needed here. There is an alternative 
interpretation within Riemannian analysis for this chord, namely as so called 
shortened seventh-ninth chord. The concept of shortened chords assumes that a 
missing root tone is added by the brain, when hearing this chord in a dominant 
function. For the case at hand this means that the chord‘s root position is actually g 
instead of b. The fact that g is missing is denoted by the striked-through D. 


Phrase D: 


Chromatic Mod to A minor 


This phrase starts with the Tonic C-major, but immediately modulates back to the 
original minor key, again facilitating an intermediate dominant seventh to the 
subdominant. The piece ends with a repeated standard harmonic minor cadence s-D-t. 
As in phrase A the inverted diminished supertonic is interpreted as subdominant with 
the fifth replaced by a sixth. 


